INTRODUCTION
I want to begin this chapter with a statement from a recently published text on the 'philosophy of dance'. This statement is included here because it alerts us to a significant feature of dance and urban life that informs much of this chapter. We are told that when walking through the City, indoors or outdoors, one is everywhere confronted with the worn-down forms of distinctively artistic activity. There is architecture all over the place, of course. But also there is music everywhere, a background privately or publicly generated; there are sculptural and graphic forms, and literary language. One is surrounded, not indeed by artistic masterpieces, but by signs and symbols used in ways that could not be what they are without the direct influence of self-consciously artistic practice. But there is no sign of dance anywhere, other than in actual dances which have to be located and sought out. (Sparshott, 1995, p. 6) It is clear, I believe, that the writer's concern here is not merely with the literal visibility of dance or just with the status of dance as a fine art. The physical relationship of dance to the urban built environment, and its particular spatial requirements (in contrast to those of other forms of expression), are not the principal issues here. Moreover, even though this writer tells us that dance has to be 'located and sought out', he is not saying that dance is an unusual or infrequent activity in Western culture. On the contrary, he tells us that 'it seems that people everywhere dance' (Sparshott, 1995, p. 3; see also Hanna, 1987, p. 3) . His point, rather, is that dance is not strongly codified within the cultural fabric of our institutions or interpolated within public discourse, so that in going about our daily business we do not commonly see (or use) signs of dance. This passage is important, then, because it brings our attention to a curious and paradoxical feature of dance. This is that despite being 'pervasive and intrinsic ' (Sparshott, 1995, p. 6) ' (ibid.) . This means that in coming to terms with dance in the city or anywhere else today we should not be surprised to encounter a deep-rooted reluctance (or inability) to bring dance into focus, even if at the same time 'dance mania' may be 'sweeping the country ' (Bishop, 1995) .
RAVE -A HIGHLY SIGNIFICANT PHENOMENON
Nowhere is this reluctance (or paradox) more strikingly demonstrated than in the ways rave culture has been discussed and conceived. Rave is a highly significant phenomenon: indeed it is perhaps the most extraordinary of all contemporary social movements. Extraordinary, first of all, simply because of the scale of its appeal. It is extremely difficult to give an accurate figure for how many people are involved in rave events. This is because of issues of definition (what counts as a rave?); of accessibility (raves occur as both commercial and private activities, which can be either legal or illegal); of the character of raves (however they are specifically defined, their general nature precludes accurate headcounts). However, research reported in 1993 in The Times suggested that more than one million young people attended raves each week and that this was probably an underestimate, given that the figure only includes legal events.
1 But even if this figure was, on the contrary, an extreme overestimate (say by 50 per cent), rave culture is still a most remarkable phenomenon. For, on the basis of this calculation, nearly one in nine of those aged between 16 and 24 attended a rave event on a regular (i.e. weekly) basis in 1993 2 and, if anything, the indications (given, for example, in the press) are that rave is even more popular three years later.
This is an astounding figure in itself but it becomes even more astonishing when set against other factors that have accompanied rave, such as its systematic demonisation within the media (Redhead, 1993, pp. 7-27) , the framing of new prohibiting legislation (the Criminal Justice and Public Order Act, 1994) and the involvement of organised crime in rave events.
